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ABSTRACT
Transcriptions and adaptations of works originally composed for other
instruments are commonplace within the current marimba repertoire. Marimbists have
been borrowing repertoire from other instruments and transcribing or arranging them for
performance on the marimba due to the relative youth of the instrument. These
adaptations began as a necessity, but they are still often programmed due to their
popularity, and because many academic institutions require the performance of
era-specific works or works by certain composers such as Johann Sebastian Bach, and no
literature was composed for the marimba during those times.
Source instruments for these marimba adaptations have varied some, but the most
popular choices are violin and cello. An argument can be made however, that these
instruments are not the most ideal for adaptation to marimba. The sound production of
bowed string instruments is drastically different from the sound production capabilities of
the marimba due to the ability to sustain sound with the bow. A better choice for source
material would be the lute, an instrument that has sound decay much like that of a
marimba bar when struck. The lute has a rich repertoire that has been explored by few
percussionists and offers unique technical challenges which will allow new pedagogical
resources for the instrument.
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CHAPTER ONE
INTRODUCTION
Marimba is the current leader of concert melodic percussion instruments, and has
a healthy amount of literature to choose from. However, this has not historically been the
case. The concert marimba currently in production today was introduced only a century
ago, and the few performers active during that time were stuck with the limited repertoire
available to them. Due to the belated development of the marimba in Western music,
percussionists throughout most of the 20th century were forced to either compose their
own works or borrow pieces originally written for other instruments. The latter option of
transcribing pre-existing works has been incredibly popular among percussionists due to
the ease of adaptation to marimba and the popularity of the music.
The current concert marimba has a range of five octaves, often rendered in grand
staff notation, which lends itself well to a wide range of original instrument sources for
transcriptions. Historically, marimba construction can be directly linked to transcription
needs. The original range of the first marimbas were four octaves or less, and extended
over time to accommodate the needs of different instrument transcriptions. This research
study aims to continue the work already done in transcriptions while also advocating for
the further inclusion of exploration when it comes to lute source material.
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1.1 JUSTIFICATION AND NEED FOR STUDY
The history of the concert marimba can be traced back to the turn of the century,
credited to the Hurtado Brothers’ Royal Marimba Band of Guatemala. 1 Sebastian
Hurtado, the leader of the marimba band, is said to be one of the first players to construct
a chromatic marimba in the shape of the piano keyboard.2 The Hurtado band, like many
other family marimba bands in Guatemala at the time, traveled with their instruments
playing for a wide array of different affairs. It was common for these marimba bands to
play traditional music; however, the Hurtados expanded their repertoire to include
classical works. The first classical work they learned was Franz von Suppe’s Poet and
Peasant Overture, making it one of the first ever documented transcriptions for
marimba.3 As the Hurtados began performing in the United States, the chromatic
marimba began to spark popularity. In the early 1900’s Deagan made his first chromatic
xylophone, and by 1924 a five-octave Leedy marimba-xylophone was being
manufactured.4 Considering the relative youth of the concert marimba, it is easy to see
how important transcriptions are to the history of percussion, and specifically the
marimba.
While transcriptions, arrangements, and adaptations of works from other
instruments have been historically necessary and currently remains to be extremely
popular, it is the purpose of this study to argue on the basis of source material for these
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David P. Eyler, “The Hurtado Brothers’ Royal Marimba Band of Guatemala,”
Percussive Notes 31, no. 3 (February 1993), 48.
2
Ibid.
3
Ibid.
4
Linda Pimentel, “The Aristocracy of Manufactured Marimbas,” Percussive
Notes 21, no. 1 (October 1982), 61.
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transcriptions and to examine what pedagogical advancements can be made by adapting
still unexplored source material. In the following chapters, I will introduce repertoire
originally composed for the Baroque lute as source material for marimba transcriptions. I
will examine sound production similarities and differences between the instruments,
study the lute music of Johann Sebastian Bach and Jan Antonin Losy, and find new
pedagogical possibilities within new transcriptions.

1.2 LITERATURE REVIEW
There is little pre-existing scholarship on lute to marimba adaptation, so this study
will rely heavily on original compositions and their modern day editions. To ensure
accuracy, this study will focus on works that have been engraved from the original
manuscript and published, making sure no confusion results from handwriting or
notational changes. There will also be an analysis of the few lute-to-marimba
transcriptions available, including a Bach lute collection by Gunnar Folsom. In Folsom’s
collection, the author stays true to Baroque notation by excluding modern day dynamic
and tempo markings, but also changes notation to marimba’s grand staff.5 This is
beneficial for comparison, as the focus can be put on renotation without worrying about
stylistic changes.
There are some pre-existing resources on transcribing for keyboard percussion
generally, and specifically for marimba. One is Dr. Christopher Norton’s 1988 doctoral
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Gunnar Folsom, Bach Lute Suites for Marimba: The Complete Works for Solo
Lute by Johann Sebastian Bach Presented in Their Original Keys (Charleston, SC:
Gunnar Folsom, 2015), 4.
3

thesis from Louisiana State University, entitled “Transcribing for Solo Marimba.”6 In this
work, Norton explores the need for transcriptions within the marimba repertoire and what
should be considered when choosing works for adaptation. His overview of the
idiosyncrasy and sound production issues of the instrument will run parallel to many of
the arguments made in this study. Another doctoral dissertation by Darren Bastian, “Bach
Transcriptions for Marimba” discusses the process of adapting Bach’s Violin Sonata no. 1
for marimba.7 In his paper, Bastian explains: “The guitar and lute were selected as models
due to their similarities to the marimba.”8 The Norton and Bastian dissertations will
provide a valuable groundwork for this research and the argument being made in this
study.
In relation to the pedagogical research of this study, there will be a number of
exercises that relate to the techniques needed when playing lute transcriptions. While
most of these exercises will be self-composed, there will also be applicable pre-existing
exercises from popular current books such as Leigh Howard Stevens’s Method of
Movement.9
Finally, it is understood that when discussing historical musical works there is an
added difficulty of defining how to perform the works. It is not the goal of this paper to

6

Christopher Scott Norton, “Transcribing for Solo Marimba,” (Louisiana State
University, 1988).
7
Darren Bruce Bastian, “Bach Transcription for Marimba: Creating an Authentic
Performance Edition of Johann Sebastian Bach’s Sonata no. 1 for Violin Solo, BWV
1001, and Sonata no. 2: Grave, BWV 1003, Using Guitar and Lute Transcriptions as
Models,” (University of Arizona, 2009).
8
Ibid., 9.
9
Leigh Howard Stevens, Method of Movement for Marimba With 590 Exercises:
Revised and Expanded (Asbury Park, NJ: Keyboard Percussion Publications, 1993).
4

create a debate for any performance practices of the Baroque era; however, there will be
certain instances where a clear definition of how to perform an example is necessary. For
these instances, this study will refer to Robert Donnington’s research, which defines all
performance practices of Baroque era music and any contrasting practices based on
composer or region.10

1.3 DESIGN AND ORGANIZATION OF THE STUDY
This study uses a combination of written explanation, spectrograms showing the
sound profile of multiple instruments, exercises exploring the pedagogical possibilities of
lute transcriptions, a collection of examples from pre-existing resources, and full scores
notated for marimba. Chapter Two of this study will compare the basics of sound
production in cello, violin, lute, and marimba. Each instrument will have their sound
envelope analyzed by the software Sonic Visualiser, a program that creates a visual
representation of recorded sound. Chapter Three is an examination of selected lute
compositions by J.S. Bach. This chapter uses Gunnar Folsom’s collection of pre-existing
Bach lute transcriptions in addition to the original notations. There will be analyses of the
differences that Folsom has made in his transcriptions and why he has chosen those
changes. Chapter Four is dedicated to introducing the works of Jan Antonin Losy and
their potential as marimba transcriptions. Using the Folsom transcriptions as precedence,
an analysis of notation will also be applied. Chapter Five analyzes the pedagogical
possibilities of lute transcriptions, using the works of Bach and Losy from the previous

10

Robert Donington, Baroque Music: Style and Performance, A Handbook (New
York, NY: W.W. Norton, 2000).
5

two chapters as examples, including exercises to help aid players to better prepare for
these transcriptions. Finally, Chapter Six is dedicated to conclusions and
recommendations for how to further adapt lute to marimba, including other composers
and additional instruments that have similar sound production.

6

CHAPTER TWO
LUTE AS SOURCE MATERIAL
2.1 DEFINING TRANSCRIPTION
When choosing source material for a transcription it is important to think about
how and why. How will this transcription be accomplished, and why is this source
material viable for marimba? The “how” is important, because any changes made from
the original pushes the boundaries of a transcription, instead changing it into more of an
arrangement. For better insight, refer to the words of Leigh Howard Stevens below, taken
from the literature accompanying his album Johann Sebastian Bach: Works Transcribed
for Marimba:
No matter how well suited the marimba is for baroque music, there are still
those who consider the very idea of transcription sacrilegious. A
distinction must be made, however, between an arrangement and a
transcription. The word arrangement automatically confesses that changes
have been made: notes added to make chords “fuller,” harmonies “jazzed
up,” or even sections deleted. Serious musicians and listeners can
justifiably cringe at the lengths certain performers will go to to make a
work more “accessible” (read saleable). A transcription, however, implies
a certain faithfulness to the original. There are, of course, many different

7

opinions of what constitutes “faithfulness.” There are those performers
who profess to being wholly concerned with the overall spirit of a work,
and others who feverishly compare minute pen strokes in different
versions of the manuscript.11

Changing a work to the point of being defined as an arrangement is not relevant to
this study, since the argument being made is specifically for transcription purposes.
However, the distinction between arrangement and transcription that Stevens mentions is
worth defining further. A true note for note transcription from any source material is
almost impossible. Factors such as idiosyncrasies, tempo, sound production, and the
written range of works require that there be tweaks in the process of transcribing the
original composition. These small changes, which will be further discussed, are
considered viable transcription techniques in the realm of this study.

2.2 HISTORY OF MARIMBA TRANSCRIPTIONS
Already having shed some light on the early Hurtado classical marimba
transcriptions, it is important to study more about the history of marimba transcriptions,
why they are necessary, and why marimbists would benefit greatly from adding the
repertoire of the baroque lute to our regular transcription repertoire list.

11

Leigh Howard Stevens, Liner notes for Johann Sebastian Bach: Works
Transcribed for Marimba, Musical Heritage Society, Inc, MHS 7489T, 1987, compact
disc.
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The marimba’s introduction onto the market as a solo instrument came about in
the 1920s. It was especially popular, along with the xylophone, as a vaudeville
instrument.12 In an attempt to escape from the vaudeville repertoire, and also because
little to no original music was written yet, marimba performers began transcribing
popular classical works and playing them on their instruments. An early proponent of this
was Clair Omar Musser (b. 1901), who also helped Deagan improve their mallet
instruments.13 Since that time, many advancements have been made in the realm of
marimba repertoire and instrument construction.
The instrument is now extremely popular among many composers, not just
marimbists writing for their own instrument. Even with this expanded original repertoire
list, most percussionists continue to play transcriptions for marimba. It is clear that a lack
of repertoire is no longer an issue, so why do we continue to borrow source material from
other instruments? Multiple factors are at play: the music is popular, academia currently
demands it, and playing a transcription is the only way percussionists can experience
performing the works of Baroque composers.
The popularity of classical music may be questionable when compared to
mainstream music, but is still played by musicians and enjoyed by audiences around the
world. Furthermore, the current push for music advocacy means that musicians have the
opportunity to teach the general public. A great way of teaching audiences is to introduce
them to historical music.

12

David P. Eyler, “The History and Development of the Marimba Ensemble in the
United States and Its Current Status in College and University Percussion Programs”
(DMA diss., Louisiana State University, 1985), 66.
13
Pimentel, “Aristocracy,” 62.
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In regards to academia, most institutions require experience with era specific
music. Most often this will be a work by Johann Sebastian Bach. For those who perform
instruments with a repertoire limited to the 20th and 21st centuries, this common
academic requirement forces us to borrow from other instruments. Both the popularity
and academic requirement would benefit from expanding the transcribed repertoire for
marimba. Only having a relatively short list of Baroque transcriptions to work with also
limits the overall exposure of both the audience and performer. While the baroque lute
music in this research is not new in a chronological sense, the composer Jan Antonin
Losy is an unexplored source for marimba transcriptions and is not a widely known
composer. This is why these works, and further works discussed in Chapter Six, are
necessary for music advocacy and furthering the possibilities of marimba performers.
Finally, the challenges presented by transcriptions are unique and advance the
technique and musicality of percussionists. Even a source piece that requires no change in
notation can be especially challenging on marimba, because of the idiosyncratic
differences of the instruments involved. For example, a large pitch leap on a string
instrument may be as easy to play as switching the bow from one string to another, but
the same passage on marimba may require playing two bars that are several feet away
from each other. This is difficult enough to play accurately by itself, but adding in more
notes within that motion makes it even more challenging. In addition to the large size of
the marimba being a factor, percussionists must also overcome idiosyncratic issues of the
marimba such as difficult hand positions and stickings that do not usually arise with
pieces that are written specifically for the marimba. Finally, playing works like those of

10

Bach require players to consider Baroque performance practice. These include notation
rules that may be different from those of current notation.
Due to these contributing factors, marimba transcriptions are here to stay for the
foreseeable future. However, rather than remain stagnant and satisfied with the current
oeuvre of marimba transcriptions, we should make an effort to shed a new light on the
topic and explore uncharted sources of transcriptions.

2.3 ARGUMENT OF SOUND PRODUCTION
When transcribing, the performer must examine basic factors such as the range of
the source material and how that compares to the range of the destination instrument.
However, this study argues that more questions need to be answered, specifically about
how the sound production compares and contrasts between instruments. This study
compares the sound production of bowed instruments, plucked string instruments, and
marimba, arguing that lute is a superior source for marimba transcriptions.

SOUND ENVELOPE
The main difference in sound production between instruments lies in the envelope
of sound. The Encyclopedia Britannica defines sound envelope as, “the attack, sustain,
and decay of a sound.”14 Attack refers to the initial sound produced by the instrument.
After the initial attack, the sound may reach a steady-state intensity referred to as sustain.
After a player has stopped creating sound, the remaining sound that dies away is the

14

“Envelope,” Encyclopedia Britannica, accessed March 4, 2020,
https://www.britannica.com/science/envelope-sound.
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decay. These three factors that make up the envelope of sound combine differently in
varying instruments.
As previously stated, music written for the violin and cello have achieved a
notable level of popularity as source material for marimba transcriptions. Unlike the
marimba, these instruments have the ability to sustain for a prolonged period of time, due
to the ability to continuously bow a string or multiple strings. Figure 2.1 shows the sound
produced by bowed sustain on cello. The marimba, however, cannot accurately mimic
these sustained pitches. When striking a marimba bar, there is an initial attack from the
implement striking the bar, followed by immediate decay of sound. While the argument
has been made that rolling on marimba creates sustain, this is not an accurate description
of what is actually happening. Instead of a true sustain, rolling on marimba creates an
illusion of sustain by repeatedly re-creating attacks. While this negates the effect of decay
by restarting the attack, it is not true sustain due to the vibrato-like effect of multiple
attacks. Figure 2.2 shows rolled sustain on marimba, in which multiple attacks followed
by fast decays can be seen.

Figure 2.1 Bowed Sustain on Cello
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Figure 2.2 Rolled Sustain on Marimba

This ‘peak and valley’ sound production of Figure 2.2 creates an audible strobing
effect. True sustain, such as from a bowed instrument, is shown in Figure 2.1 as a
continuous block of sound. Plucked instruments such as the lute and guitar, however,
provide a sound envelope similar to that of a marimba. Since there is no way to sustain
the lute’s sound, it also has an initial attack followed by a decay. Figures 2.3 and 2.4
show the sound produced from a plucked string and marimba bar. This similarity of
sound production offers the ability to have a more efficient transcription between lute and
marimba when compared to cello or violin.

Figure 2.3 Single Plucked String
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Figure 2.4 Single Strike on Marimba

Example 2.1 shows a contextualized example of the issue of sustain in J.S. Bach’s
Cello Suite no. 1 in G Major, BWV 1007. In the first measure of the sarabande, the
pitches G, E, and C are held for the second and third beats. The top C then drops to B,
requiring all notes to connect through sustaining the pitches starting in beat 2.

Example 2.1 Tied Notes in Suite no. 1 in
G Major, m. 1

As seen in Figure 2.4, and taking into account the slower tempo of the sarabande
movement within the suite, it is difficult for the marimba to correctly mimic the
connection needed between notes. Due to the natural decay of the marimba, the half note
chord will not sustain and the last B pitch may be perceived as a rearticulation rather than
a continuation of the musical line.

14

SLURRED NOTES
Another factor of sound production that is related to the instrument’s ability to
sustain, is the use of slurred notes in the music of bowed versus plucked instrumentation
and what that means regarding marimba performance. In bowed instruments, notes can
change while the sound envelope is still in sustain. This is done by maintaining bow
movement while the left hand changes pitch. Due to this method of sustained pitch
movement, these instruments have the ability to switch between multiple notes within the
same sustained musical line. Even more importantly, they can complete this without
changing dynamics.
While slurred notes are still used in lute compositions, they are presented in a
manageable way for use in marimba transcriptions. We have already established that the
sound envelope for the lute contains a main attack and an immediate decay, but the lute
does have the ability to slur notes within the length of the decay. To accomplish this, a
course (double string on lute) is plucked and then pitches are changed within the string on
the neck. While the sound is in decay, any note changes will be audible, however because
of the quick decay only a few notes can be changed during the slur. This will be further
discussed in chapter five, but the marimba has the capability to create this lute slur by
borrowing techniques used in piano performance. The piano also has an envelope of
sound similar to that of the marimba, since every note has a separate key and is devoid of
sustain. Due to that, it is impossible to play slurred pitches without individual attacks for
each note.

15

The technique used to perform these slurs on piano is to create a miniature
decrescendo throughout the slurred notes, which is an invaluable tool that marimba
players can borrow when performing lute transcriptions. This creates an overlapped effect
of sound, having the initial pitch create an attack and decay. Each subsequent pitch’s
attack comes in at a softer dynamic, which when performed correctly, will match the
decay of the previous pitch. Figure 2.5 shows a visual representation of this sound
production technique. Chapter Five of this study analyzes this technique more in-depth
and gives exercises for this pedagogical concept.

Figure 2.5 Representation of Slur Illusion

MULTIPLE NOTE CHORDS
The final aspect of sound production comparison is the flexibility of playing
chords that have three or more notes struck on the same beat. Bowed instruments have
limitations in this, as the bow cannot strike all strings at once due to the curvature of the
bridge, and can only use one pitch for each string. Assuming that a marimba player is
using four mallets, they have the option of simultaneously striking up to four different
pitches. Playing three or four notes at the same time in a bowed transcription, however,
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takes away from the authenticity of performance and limits marimba technique. This
detail is significant for marimba transcriptions, as it ensures original intent is kept and
serves as another guide when choosing source material. Examples 2.2 and 2.3 show how
cello chords are written compared to how they could be played on marimba. Note that the
re-notation of rhythm in Example 2.3 is only done as a representation of performing the
chord, and is not meant to portray correct transcription notation.

Example 2.2 Comparison of Broken
Chords in Suite no. 1, m. 1 (a) original

Example 2.3 Comparison of Broken Chords
In Suite no. 1, m. 1 (b) marimba

Lutenists are free of this constraint, which leads to a freedom of choice that
translates well to marimba. Being able to play chords as a block or broken gives the
performer more individualism as they play, while still maintaining original intent. In
reference to chordal performance practice for marimba, block refers to playing all notes
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together, while broken refers to splitting them up in some way. A broken chord, which
will be further discussed in chapter five, can be played many ways such as from bottom
pitch to top pitch or two strokes with bass notes being struck before higher pitches in the
same chord. This variability in authentic performance practice is extremely valuable for
marimba players. Most lute works feature repeated sections, in which Baroque
performance practice allows for ornamentation and variance between first and second
playthroughs. Having the option to translate these chords differently is an easy and
authentic way for marimba players to enhance their performances and technical
experience.
Examples 2.4–2.8 show a lute suite’s notated chords and multiple ways for
marimba players to execute their performance. Again, the re-notation of rhythm is only
meant as an example of performance, not of acceptable notation.

Example 2.4 Chordal Notation
for Lute

Example 2.5 Grand Staff Notation for
Marimba
18

Example 2.6 Executing Broken Chord
Performance, Variation 1

Example 2.7 Executing Broken Chord
Performance, Variation 2

Example 2.8 Executing Broken Chord
Performance, Variation 3

This variability begins to shed light on the primary argument and overall goal for
this research, which is to advocate for using lute as source material and furthering
pedagogical advancements within these transcriptions.
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CHAPTER THREE
EXISTING LUTE SOURCE TRANSCRIPTIONS
J.S. Bach has been a staple composer in the repertoire of most modern Western
music instrumentalists. He is without a doubt regarded as one of the most influential
historical composers to date. His works are even well-known to those without formal
musical training, as his music is taught in public school music curriculum and is still
often being used in mainstream media. In addition, most percussionists are familiar with
Bach due to the popularity of transcriptions. His violin works and cello suites are by far
the most common transcriptions played by percussionists going through academia, as
most are required to play a period piece, if not specifically a work by Bach. This chapter
will analyze select examples from Bach’s lute works, and one of the few pre-existing
resources for percussionists regarding lute, that being Gunnar Folsom’s collection of
Bach’s lute transcriptions for marimba.

3.1 INTRODUCING BACH’S LUTE SUITES AND EXISTING TRANSCRIPTIONS
One of the few pre-existing examples of lute adaptation is a collection by
percussionist Gunnar Folsom titled, Bach Lute Suites for Marimba: The Complete Works
for Solo Lute by Johann Sebastian Bach Presented in their original keys. This collection
is made up of BWV 996 in E Minor, BWV 997 in C Minor, BWV 995 in G Minor, BWV
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1006a in E Major, BWV 998 in E-flat Major, BWV 999 in C Minor, and BWV 1000 in G
Minor. While all of these works have historically also been played on the lute, or modern
classical guitar, there is already a historic precedence for transcription within these. Bach
has two versions of BWV 995, the other being listed as Cello Suite No. 5 in C Minor,
BWV 1011. The lute version of this piece was transcribed by Bach himself, having an
autographed manuscript and an anonymous version in lute tablature. It is important to
take note of the change in key between the cello and lute versions, as this shows Bach’s
acceptance of key change for transcription purposes.
BWV 1006a, also referred to as BWV 1006.2, is a Bach transcription of Violin
Partita No. 3 in E Major. The music historian Clive Titmuss believes that this specific
transcription, as well as other Bach manuscripts, were conceived using the
lute-harpsichord. This Baroque keyboard instrument was meant to mimic the sound
production of the lute, and had a similar bowl shaped body. Bach’s estate listed two of
these instruments after his death, and since he did not play the lute, it can be assumed that
some of his lute works may have actually been composed on this instrument. This
realization only strengthens the argument for marimba transcription, since the layout of
marimba is even more similar to that of lute-harpsichord and still has a matching sound
production profile to the plucked string.
Mr. Folsom also includes a preface and performance notes section in his
collection. The preface describes Folsom’s transcription methods including any changes
that were made and his reasoning. Folsom describes his primary editorial task as
transposing bass notes that fell below the range of a five-octave marimba, but he also
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explains that: “A significant editorial change occurs in the Partita BWV 997…. [A]ll of
the voices, except for the bass, have been transposed one octave lower.”15 This is one of
the accommodations made when transcribing many lute works to marimba, and will be
analyzed further in Chapter Four. Using three versions as comparison, Examples 3.1–3.3
shows that while the bass clef notes remain unchanged, the treble clef has been revoiced
down an octave in Gunnar Folsom’s transcription. The same octave displacement is
present throughout recorded marimba transcriptions such as those performed by Dr. Mark
Boseman.16

Example 3.1 Manuscript Lute Notation

Example 3.2 Edited Lute Notation

15

Folsom, Bach Lute Suites, 4.
Mark Boseman, “J. S. Bach: Suite for Lute in E Minor (BWV996),” YouTube
video, 5:43, June 12, 2014, https://www.youtube.com/watch?v=JWV7yFmNu-w.
16
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Example 3.3 Folsom Transcription
Notation

Comparing the Bach manuscript and subsequent versions in Examples 3.1–3.3,
one can easily see the octave displacement changes made by Folsom. The reason for this
change can be attributed to a physical constraint of the instrument, as the distance
between original bass and treble pitches require an unobtainable spread between right and
left hands. However, changes in octave displacement can also be seen in transcriptions of
violin. These transcriptions move pitches into a range of marimba that is more resonant
for the instrument. Leigh Howard Stevens has also changed the performed octave of
transcriptions to better match the resonance of the marimba’s range.
A few other general aspects of Folsom’s transcriptions to take note of are his
inclusions of slurred lines and the lack of stickings throughout his collection. For lute and
many other instruments, slurring indicates a difference in performance practice. In lute
performance, these indicate switching pitches on the lute courses, or strings, without
re-attacking each note. Even though marimba cannot truly perform the slur, Folsom
includes these notations throughout his transcriptions to better portray the original
musical intent of Bach and to show when marimbists should execute the slur illusion
technique. Examples 3.4 and 3.5 show the comparison between both versions.
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Example 3.4 Slurs in Edited Lute Notation

Example 3.5 Slurs in Marimba Notation

Folsom explains why he does not include stickings when he writes: “Due to the
myriad options for stickings, and in an attempt to maintain clarity in the manuscript,
sticking suggestions have not been included in this edition. Furthermore, the performer
will find no endorsement of any particular four-mallet grip.”17 While this study will
include many examples and exercises with possible sticking suggestions, the final
complete transcriptions will follow the same guidelines and leave out all stickings.
Examples 3.6 and 3.7 show another useful insight on transcription made by
Folsom. In Bach’s original notation, separate voicings can be seen to differentiate
between bass, inner, and upper musical ideas. This style of notation makes both reading
and analyzing works easier for the performer. Folsom explains, “In keeping with Bach’s
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Folsom, Bach Lute Suites, 4.
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manner of notation, chords have been written ‘in parts’ (i.e., a separate stem for each
note), allowing the contrapuntal movement to be followed more easily.”18

Example 3.6 Separated Part
Notation for Lute

Example 3.7 Separated Part Notation
in Marimba Transcription

This is an invaluable insight for future lute source transcriptions, as not only does
this make reading significantly easier for performers, but it implies sticking without
littering the page with superfluous notation. In the above examples, marimba players
understand upon viewing that pitches with stems down are separated from those with
upward stems, ultimately leading to the left hand playing down stem bass notes and right
hand playing upward stemmed notes. The same rules will be adopted to transcriptions
discussed in chapter four, and Appendix A.

18

Folsom, Bach Lute Suites, 4-6.
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3.2 EXISTING MARIMBA RECORDINGS OF LUTE TRANSCRIPTIONS
With a minimal number of lute transcriptions for marimba available to perform,
there have understandably been a limited number of recordings of such transcriptions as
well. While most recent recordings have been uploaded to YouTube, there are three
notable marimbists that produced audio albums including lute transcriptions.
On YouTube, a search of lute to marimba transcriptions currently shows around
twenty videos. These include currently renown percussionists such as Mark Boseman,19
Christoph Sietzen,20 Brad Meyer,21 and Yukiko Nakamura. 22 However, these recordings
are all of J. S. Bach’s Lute Suite in E Minor, BWV 996. This work has been, by far, the
most popular modern lute source transcription used by percussionists.
In regards to officially published recordings, professional percussionists Rebecca
Kite, Janis Potter, and Nanae Mimura recorded lute transcriptions in their albums
released in the years 1993 and 1996, 2000, and 2017, respectively. The first track from
Nanae Mimura’s album, Marimba Crystal, is “Prelude for Lute in C Minor, BWV 999”
which is also colloquially called “The Little Prelude.”23 Rebecca Kite’s two albums
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Boseman, “E Minor.”
Wave Quartet, “J.S. Bach: Gigue in E-Minor Performed by Christoph Sietzen,”
YouTube video, 3:17, December 20, 2016,
https://www.youtube.com/watch?v=YbHrxTUS0Gc.
21
Brad Meyer, “Suite in E-Minor, BWV 996 - Gigue by J. S. Bach,” YouTube
video, 3:03, September 15, 2013, https://www.youtube.com/watch?v=ZnYZ_Tq9LgM.
22
Vic Firth, “Performance Spotlight: Yukiko Nakamura | Lute Suite In E Minor,
by J.S. Bach,” YouTube video, 15:52, May 23, 2020,
https://www.youtube.com/watch?v=SaRwzJyEkkk.
23
Nanae Mimura, “Prelude for Lute in C Minor, BWV 999,” Track 1 on Marimba
Crystal, Cryston, 2017, compact disc.
20
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Across Time24 and Prism25 include five tracks of lute transcriptions. Kite’s recordings are
unique in that none of them are lute works by J.S. Bach; instead they feature
compositions by John Dowland, Fernando Sor, and Ferdinando Carulli. In Janis Potter’s
album, Marimba Tracks, four of ten tracks are dedicated to movements of J.S. Bach’s
Lute Suite in E Minor.26 In addition, Potter also includes two works originally composed
for guitar, whose sound profile lends itself to similar transcription possibilities.
Both Rebecca Kite and Janis Potter have gone even further in their transcription
works by notating their adaptations. Rebecca Kite’s method book, Anthology of Lute and
Guitar Music for Marimba, includes 31 transcriptions. Five of these are Baroque
transcriptions, and only two of those are compositions of J. S. Bach.27 Janis Potter’s 2000
recording of BWV 996 is accompanied by sheet music that she transcribed and notated
herself.28 Potter’s work on BWV 996 can be directly linked to its current popularity on
YouTube, as many of the videos list her as the transcriber or the work.29 Unfortunately
this transcription can only be accessed as a physical copy through academic library
sources, and is not currently available for public purchase.
These audio and video recordings continue to shed light on the argument of sound
production and compositional compatibility. While it is impossible to know exactly how
these were recorded and edited, we can analyze the final product’s sound and connection.
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Rebecca Kite, Across Time, GP Percussion, 1993, compact disc.
Rebecca Kite, Prism, GP Percussion, 1996, compact disc.
26
Janis Potter, Marimba Tracks, Jump Recordings, 2000, compact disc.
27
Rebecca Kite, Anthology of Lute & Guitar Music for Marimba (Van Nuys, CA:
Alfred Music, 2014), 41-48.
28
J. S. Bach, Suite in E Minor, BWV 996, Arranged by Janis Potter (Corpus
Christi, TX: Go Fish Music, 2000).
29
Meyer, “Suite in E-Minor.”
25
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In Yukiko Nakamura’s YouTube video for Vic Firth, the connection of sound is clearly
heard through the natural production of the marimba’s sound. After playing long notes,
even in slower movements, the notes still connect within musical lines. This is due to the
sound production of lute and the original source composition being written with this
sound production in mind. In context, this can be seen in the opening line of this suite.
Instead of relying on a bow sustain, the piece connects the cadential motion of the intro
through appropriate note lengths that match the decay of the lute.
This marriage of sound production and compositional understanding can be
further seen in Nanae Mimura’s recording of BWV 999. This work consists of perpetual
motion with no audible pause, however that does not mean that the musical lines do not
have breaks within them. As you can see in Example 3.8, while the congregate rhythm
will sound like continuous sixteenth notes, the notation shows that the bass line actually
occurs on the downbeat of 1 in addition to the downbeat and upbeat of 3 on every
measure. As a performer, it is important not only to play the notes but to connect the
musical material. Connecting this bass motion will be vital in portraying the piece as
close to its original intent as possible. The marimba’s resonance and decay align itself
well while executing this, as the resonance of beat 1 will continue long enough for beat 3
to still sound connected without having to manipulate the length with a roll.

Example 3.8 Bass Line Connection
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CHAPTER FOUR
UNEXPLORED TRANSCRIPTIONS OF JAN ANTONIN LOSY
There are numerous lute compositions that have yet to be transcribed and
performed for marimba. There are many factors that have led to this, both in the
academic music setting and the popular classical music culture. In academic music
settings, many percussionists are required to perform works by Bach, as it trains young
students in performance practices of the Baroque era and has also historically enhanced
the relatively minimal repertoire of the marimba. In the popular music culture, J.S. Bach
is arguably one of the most well-known composers of the classical music genre, as
previously discussed. While most untrained musicians may not have in-depth knowledge
of Bach and his works, his music is often used in popular culture along with other
composers such as Mozart and Beethoven. These factors make Bach an enticing subject
for marimba transcriptions, as the works can be played both for academic requirements
and will have a better chance of acceptance in a performance for the untrained populace.
It is, however, unfortunate that many other compositions have yet to be explored
as source material. With a plethora of Baroque composers to choose from, the marimba’s
transcription repertoire can be greatly extended. Due to conciseness, this study cannot
examine all source material available. Instead, this chapter’s goal is to analyze just one
composer’s work and to examine the transcription challenges and possibilities there
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within. This composer is Jan Antonin Losy, a Baroque lutenist whose works are
accessible for percussionists while still offering unique challenges and new pedagogical
possibilities.

4.1 JAN ANTONIN LOSY
Jan Antonin Losy, born c. 1650 in Steken in the present day Czech Republic, was
a highly regarded lutenist performer and composer. Unlike most famed musicians and
composers of his time, rather than working for one in a court, Losy was himself an
aristocrat. His father, Johann Anton Losy senior, was appointed Councillor to the
Bohemian Court Chamber. This title would pass to Jan Antonin upon his father’s death in
1682. In addition to his birth name, Jan was also referenced as The Count of Losinthal
and Comte d’Logy.
Losy’s position as Count made his heightened musical talents quite unique at the
time, as most aristocrats only involved themselves in music as a hobby and were not
‘professionally’ talented. Losy, however, was regarded as one of the best lutenists of
Bohemia at the time. Famous composer Gottfried Heinrich Stozel commented that Losy
“played the lute as well as one who makes a profession of it.”30 Losy was able to travel
and attend Charles University in Prague due to his aristocratic station, which led him to
further his musical knowledge and ultimately influenced his compositions which blended
traits of many different regional styles.

30

Emil Vogl, “Johann Anton Losy: Lutenist of Prague,” Journal of the Lute
Society of America 13 (1980), 14.
30

Unfortunately, only one of Losy’s works was published during his lifetime.
However, many manuscripts and sketches are currently housed in archives throughout
central Europe. Most of the information and music currently known of Jan Antonin Losy
is due in great part to the research done by Prague lutenist Dr. Emil Vogl (1901–1977)
and current University of London Professor Tim Crawford. An in-depth look into Losy’s
life and compositions, titled “Johann Antonin Losy” by Dr. Vogl, was published in The
Journal of the Lute Society of America posthumously in 1980. Currently there are both
re-notated versions of manuscripts and fully fleshed out transcriptions of Losy’s works
for lute and guitar, but none currently existing for marimba before the time of this
research.

4.2 GENERAL RULES FOR TRANSCRIBING LOSY’S MUSIC
Adapting these works to marimba has unique challenges due to the Baroque
compositional practice of Basso Continuo, unwritten Baroque performance practices, and
general idiosyncratic challenges of performing on marimba.
Unlike in modern notation, during the Baroque some works were notated without
showing every pitch. Basso Continuo was used as a way of showing chord progression in
a piece through a form of short-hand notation. While the notes within chords are meant to
be played, the notation shows a single bass note with accompanying numbers. This
practice has since become obsolete, with the closest modern day equivalent being jazz
chord charts. For the purpose of this study and staying true to the source editions, the
included Losy transcriptions will have fully realized chords instead of the manuscript
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basso continuo. Marimbists can, if they choose, perform chords with different inner
voicings when relevant.
Baroque performance practice offered more freedom than would be expected
today, one example being that performers were expected to add ornamentation. Jacy
Burroughs explains, “In the Baroque period, composers expected musicians to add
ornamentation, including trills, mordents, turns, appoggiaturas, grace notes, passing
tones, etc.”31 These factors of both compositional and performance practices lead to
modern day transcriptions that have a similar structure, but differing details within the
music. Some aspects of transcribing Losy’s lute notation for marimba include rewriting to
match the range and occasionally re-voicing for interval impossibilities. These same
conditions will apply to all subsequent transcriptions in this study, and most lute
transcriptions to be completed in the future.
Rewriting to match the range and notation of marimba is relatively simple, yet the
issue of staying true to intent can be tedious and challenging. Initially when looking at
most lute source material such as Piotr Bak’s modernized notation, marimbists will find a
single treble clef staff. This is the first aspect of lute to marimba transcription that needs
to be addressed, especially if a full grand staff renotation is to be completed. To visually
match modern marimba standards, most lute transcriptions will be written on marimba
one octave lower than notated. This is a common practice not only for lute transcriptions,
but also for more common source material such as violin. Since lower notes on marimba
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Jacy Burroughs, “A Brief Guide to Baroque Performance Practice,” Take Note,
May 1, 2014, https://blog.sheetmusicplus.com/2014/05/01/a-brief-guide-to-baroqueperformance- practice/.
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are more resonant and have a longer decay, musical lines will have a better chance of
connecting. Looking at Example 4.1 below however, the written pitch is already meant to
sound an octave lower, as dictated by the “8” below the treble clef (also known as the
“tenor treble clef”). This octave displacement has additional benefit, in that it will make
re-notating lute works into grand staff easier and solves issues such as extended use of
ledger lines. For reference, Example 4.1 shows the first line from Bak’s notation of
Losy’s C major suite.

Example 4.1 Suite in C Major, mm. 1-2

The use of single staff is common for lutenists and guitarists, however a marimba
player that has even minimal experience playing four-mallet literature is accustomed to
grand staff notation. The main reasoning behind this is to match the range of marimba,
but it can also show the difference between left and right hand musical movement. While
all of the music remains the same, renotating these and future lute works to grand staff
will promote the best accessibility for percussionists who are starting their lute
transcription studies. If the marimba transcription were written in single staff notation as
shown in the above example, the multitude of note heads grouped together and extra
ledger lines needed will create a mare’s nest that could intimidate or confuse
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inexperienced percussionists, which directly negates this research’s main goal of
normalizing these lute works as a pedagogical resource. Renotating in grand staff makes
that goal more achievable, which justifies the change for these transcriptions. Example
4.2 below shows grand staff renotation using the same musical material from the previous
example. Take note how the grand staff allows for a better visual representation of the
bass line, and also shows the contrasting left and right hand independence.

Example 4.2 Suite in C Major Grand Staff Notation, mm. 1-2

4.3 SUITE IN C MAJOR
The first work of Losy’s that will be analyzed is his Suite in C Major, which is a
dance suite including Allemande, Courante, Gavotte, and Gigue movements. 32 The
version used as source material in this study is transcribed by Piotr Bak for guitar, though
other published transcriptions by the same title can be found by Stepan Urban33 and Pavel
Steidl.34
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Jan Antonin Losy, Suite in C Major, Arranged by Piotr Bąk (N.p.: Piotr Bąk,
2017), https://ks.imslp.net/files/imglnks/usimg/1/1f/IMSLP485604-PMLP786808-_
Losy-Suita_in_C_major.pdf.
33
Stepan Urban, Guitar Solo: 1. Suite, by Jan Antonin Losy (Prague: Bärenreiter
Praha, 1962).
34
Pavel Steidl, Two Suites by Jan Antonin Losy (Prague: Bärenreiter Praha, 2003).
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Bak’s are the most recent and complete notations of Losy. These transcriptions
were part of a larger project meant to bring awareness to “baroque lute music written by
composers living at the turn of (the) 17th and 18th century in the area of today’s Visegrad
Group countries—namely, Czech Republic, Hungary, Poland, and Slovakia.”35 The
project also includes transcriptions of composers Aureus Dix, Philipp Hyacinth
Lobkowicz, Jan Adam Questenberg, Jiří Vojtěch Kalivoda, Johann Blume, and Bogusław
Bronisław Bronikowski.
As we begin to study the notational and transcription methods of Bak’s work, he
himself gives some initial insight in the preface. All of the Visegrad transcriptions in this
collection are accompanied by an in-depth preface which includes short biographies on
the composers and an explanation of the reasoning behind his transcription methods. Two
aspects of this are worth analyzing.
Bak begins by giving insight on the difficulties of transcribing from original
manuscript. “Original tablature notation of the compositions included in this edition in
many cases is strikingly simple. It leads to the assumption that it represents just the
outline, not the musical picture of the desired final performance (fully in line with the
customs of the epoch).”36 In this quote, Bak is referring to the surviving manuscript
notation of these works. While much of it is represented as an outline of a single musical
line, he has fleshed out details in modern notation that align with expected Baroque
performance practice. This is important to note, as the transcriptions notated for marimba
in this study will also just be one of many possible representations. Even these could be
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Losy, Suite in C Major, 2-3.
Ibid., 3.
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adjusted if the performer deems it appropriate, in a manner similar to what was suggested
above regarding basso continuo.
Bak also gives a helpful insight into his use of written ornamentation. “In (the)
case of ornamentation I decided to leave only the ornaments included by the original
authors. However, as mentioned afore, I do perceive those notations as outlines rather
than the final compositions. I am convinced that the performer should feel invited to look
for (their) individual interpretative solutions.”37 This is also important, as we can
determine that he has not personally influenced any of these artistic nuances and the
original intent remains as true as possible. He also encourages the Baroque performance
practice of stylized ornamentation, a factor that will be discussed further in Chapter Five.
For this study’s marimba transcriptions, Bak’s rule of notated ornamentation will
continue. Only original ornamentation will be added in attempts to stay in line with
Losy’s initial notation and as to not influence performance more than necessary.
For the rest of this section of the study, we will analyze more specific instances of
complicated transcription choices in each movement of Losy’s Suite in C Major. These
will be in regards to renotation only, as all technique challenges are analyzed in the next
chapter.
First, there are multiple instances where stem direction must change to
accommodate the grand staff. This happens multiple times within the Allemande.
Examples 4.3 and 4.4 show the notational differences between Bak’s writing and the
method implemented for marimba transcriptions.
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Losy, Suite in C Major, 3.
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Example 4.3 Suite in C Major, m. 10

Example 4.4 Suite in C Major Marimba
Notation, m. 10

The difference is in how the block chords are notated. Bak’s method more
accurately shows the bass as a separate and independent line. However, keeping three
notes of the chord connected by similar stem direction is not ideal for marimba. Referring
back to visualized hand independence, connecting the two Gs in the same stem direction
acts as a guide as to how this would be played on marimba without needing any
extraneous sticking explanation. There is also a grace note, or appoggiatura, purposely
excluded from the marimba notation. While the performer has the option of playing this
appoggiatura and adding others, this transcription will omit many of the more difficult
instances of them in an attempt to train players on just the basic techniques of lute
adaptation. Ultimately, it is the goal to add in these details and ornamentations as students
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become more comfortable. More detail on this technique will be discussed in the next
chapter.
Measure 5 of the Allemande shows another instance in which renotation is
required. Bak’s notation has the B on the second half of beat 2 connected to the top
musical line while having a secondary stem down. This style choice clearly shows how
the B is part of both the bass line and the group of sixteenth notes in the melody,
however, it can be better clarified for marimba in grand staff notation. Examples 4.5 and
4.6 show the difference between Bak’s notation and the marimba transcription’s notation
of beat 2. Instead of continuous connected sixteenth note stems, the treble staff has been
changed to only include notation of the first, second, and fourth sixteenth notes. The
upbeat B of beat 2 now appears only in the bass staff, showing the complete lower
musical line as one voice.

Example 4.5 Suite in C Major, m. 5

Example 4.6 Suite in C Major Marimba
Notation, m. 6
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In addition to the renotation of beat 2, there have also been changes made to the
beat 1 treble notation and the grouping of the three note chord on beat 3. The inclusion of
slur markings during the first beat of the measure was done to better show marimba
players the connection between notes, match the performance technique of lute, and
recommended sticking. Both of the stepwise motions would ideally be played by one
mallet per pair of notes. This inclusion alludes to the treble line notes B - C - A - B - D G having the mallet sticking 4 - 4 - 2 - 2 - 4 - 3. While the specific mallet used could be
changed depending on personal preference, having the slurred notes played as double
stickings is undoubtedly more ergonomic than alternating. For example, the doubled
sticking choice could also work as 3 - 3 - 1 - 1 - 4 - 3. As mentioned, this also matches
the lute performance practice as these are heard as slurred neighboring notes without
attacking each pitch separately.
Within the Courante there are many instances in which all musical material is
pitched too low to justify keeping it in the treble staff of the marimba transcription. To
combat against cluttered notation, transcribers should utilize differentiation of stem
direction. Example 4.7 shows how stem direction within a single staff can still
communicate the separation of musical material. Other possible solutions to this problem
would be notating both staves in bass clef, or notating the upper musical voice using the
tenor treble clef. These options would still achieve the desired result, but might confuse
the performer.
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Example 4.7 Utilizing Stem Direction in
Marimba Transcriptions

Transcribing the Gavotte shows instances where adding or excluding courtesy
notation, specifically rests, aids in portraying original rhythm placement. This concept is
commonplace in current marimba transcriptions where a single staff is rewritten for grand
staff, and will be continuously used in these and similar lute transcriptions. Examples 4.8
and 4.9 show Bak’s notation compared to the marimba transcription.

Example 4.8 Suite in C Major:
Gavotte, m. 9

Example 4.9 Courtesy Notation
in Marimba Transcriptions
40

While the courtesy rest on beat 1 in the bass staff is not completely necessary, it
will help alleviate any confusion the player may have in regards to where rhythms fall
within the measure. In addition to adding a rest, the treble staff has also been changed by
taking out the eighth note rest on beat 3 of Bak’s notation. Bak’s version includes the rest
as clarification to where the last three eighth notes fall, without a tie muddling up the
visual representation. For the marimba transcription, using a tie instead of rest promotes a
clearer representation of the treble staff’s musical line. In addition, this also portrays
understanding of the chordal structure as the tied A connects as the root of the A Major
chord being outlined. Also taking into account the lack of sustain in any of these lute
transcriptions, this will not allude to any rolling technique for marimba players.
Finally, the Gigue is by far the most challenging movement to transcribe from
Losy’s Suite in C Major. Like many gigues, this piece uses a perpetual motion
compositional style with little vertical alignment. In Bak’s notation specifically, the
majority of measures are connected eighth notes with no differentiation between voicing
lines. Adapting this to grand staff notation can be challenging as we begin to separate
bass and melodic lines across staves. For these unique instances, the marimba
transcriptions utilize a double notation similar to Bak’s style in Example 4.5. Examples
4.10 and 4.11 show Bak’s adaptation compared to the grand staff transcription.

Example 4.10 Suite in C Major: Gigue,
mm. 4-5
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Example 4.11 Double Stem Notation

As seen in Example 4.11, the double notation falls on the dotted quarter notes.
These combine both upward and downward facing stems in addition to notating the bass
line as connected eighth and dotted quarter notes. This attempts to highlight bass motion
while still attempting to stay true to the original style of continuously connected notation.
It is important to note that the final three treble clef notes are left as unaltered eighth
notes due to the lack of bass voice within the beat.

4.4 SUITE IN G MAJOR
The second of Jan Antonin Losy’s works to be analyzed and transcribed in this
study is Suite in G Major. The main source used for this marimba transcription was the
adaptation done by guitarist Pavel Steidl. Mr. Steidl is a renowned classical guitarist from
the city of Rakovník, which lies in the current day Czech Republic.38 His adaptation of
Losy’s Suite in G Major is found in a collection alongside Suite in C Major, however this
C major suite is not the same material analyzed in the previous section. Similar to Bak’s
adaptation, Steidl has combined separate dance compositions from surviving Losy
manuscripts to make these complete suite transcriptions. Also akin to Bak, Steidl has
38
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included a preface further explaining his methods and gives generous insight to his
thoughts on the transcriptions. He states: “Arrangements included in this edition grew out
of my belief that strikingly simple tablature notation represents solely an outline of the
overall musical picture. For this reason, you will find a great amount of ossias in the
individual movement, which should serve as enrichment of the original notation in
repetitions, however, they are likewise intended as a kind of guide on a creative
approach…”39 This initial insight is valuable, as it continues to solidify the concept of
individualization of style based on the performer, whether they are lutenists, guitarists, or
marimba players.
Upon first look, the notation of Steidl has many similarities to Bak’s but does
differ in some ways. For instance, Steidl uses the standard single treble staff notation also
found in Piotyr Bak’s transcriptions. However, Steidl’s notation includes instances of
more complicated voicing; namely using three levels of musical motion instead of just
the bass and melodic lines used by Bak. The inclusion of this third voicing distinguishes
the difference between not only the bass and melodic lines, but also shows Steild’s
inclusion of ancillary motion.

Example 4.12 Three Voices in Suite in
G Major: Overture, m. 4
39
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Example 4.13 Three Voice
Marimba Renotation

Examples 4.12 and 4.13 show Steidl’s use of three voice lines compared to how
this could translate to marimba notation. Like the Bak adaptations, Suite in G is renotated
in grand staff for marimba. This continues to show the separation of bass and melodic
line, as well as the differentiation of right and left hands for percussionists. The third
voice line used by Steidl can still be utilized in these marimba transcriptions, as seen
above. While sticking may not be as clear as having similar stem direction, it does
promote a more in depth understanding of voicings for the performer.
Referring back to the preface written by Pavel Steidl, he explains the importance
he puts on personal stylization and his methods of embellishment within these pieces.
Steidl states, “Not all ornaments marked in the individual movements are original. In my
arrangements I followed the principles of period performance practice, and players who
will get their hands on my arrangements have a similar opportunity to make the most of
their own inventiveness…”40 He goes on to further explain that the appoggiatura he uses
is more of a placeholder, meant only to represent dissonance. This dissonance can be
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interpreted differently based on each performer, played as a trill, mordent, or other
ornamentation that aligns with baroque performance practice. Given Steidl’s renown as a
performer of baroque lute music and his specified knowledge and research of Jan
Antonin Losy, all ornamentation will be used from Steidl’s source.
Another glaring difference between Bak and Steidls’ adaptations is the use of
tablature and fingering directions. While the previously analyzed Suite in C Major rarely
includes these markings, they are ever present within Suite in G Major. These directions
obviously do not help percussionists in learning a transcription, but they may lead to
further understanding and pedagogical development in the future. While this task is too
specific for this study’s overview, further research could be done on the sound difference
made between open and fretted string sound production and how they may translate to
bar placement on marimba. For instance, the open strings played on lute and guitar have a
more full and rich sound production. A full sound analysis can be to find the best
comparison based on where a marimba bar is struck. This concept would undoubtedly be
a highly specialized technique if utilized on marimba, but could provide intriguing results
in the realm of tone production.
Ossia sections are also present in the Steidl source. Ossia are possible alternative
musical choices notated by the composer or, in this case, the transcriber. Steidl includes
these as a way to better promote performance variation in the player. As affirmed
throughout this study, baroque performance practice held great regard for personalization
within a performance. Unlike modern norms, players were expected to use their own
inventiveness by adding supplementary musical material to the pre-existing notation.
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This is even more important when the original composition is relatively simple and
sparse, as is the case for the works of Jan Antonin Losy. 41 Making this practice even more
demanding, it was also customary that repetitions were accompanied by some change in
musical material. This was not meant to be a complete change in the structure of the
work, but rather an opportunity to showcase a differing approach to the same skeletal
notation.42 Steidl’s inclusion of ossia sections, as shown in Example 4.14, are quite
groundbreaking when compared to marimba repertoire and how it relates to pedagogy.
Currently in the marimba literature, ossia is reserved for instances of playing a work on
an instrument with smaller range. For instance, a 5-octave marimba work may have an
alternative suggestion for those playing on a 4.3-octave instrument. No current baroque
marimba transcription has inclusions of ossia for the purpose of showcasing performance
practice, which is an area that many students could benefit from greatly.

Example 4.14 Ossia Use in Suite in G Major: Allemande,
mm. 9-11

41
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The goal of the ossia inclusion is to promote the technique of differentiation, and
the above example shows how Steidl notates this in his transcription. Not only does this
give a performer an alternative option true to original intent, but it also gives outline and
guidance as to what the player could possibly invent within their own performance.43
Pedagogically speaking, telling students to stylize differently in a repeat is helpful
information to know. However, giving the student a possible alternative to learn from is
much more rewarding as they now have multiple examples to either play or have to
influence their own alternative playing choices. The only issue with using Steidl’s
method of ossia notation is that grand staff ossia adds possible confusion when trying to
read through the work. Instead, it is this study’s recommendation that ossia should indeed
be used, but added as stand alone material instead of a subset within the main body.
Reference the complete Jan Antonin Losy marimba transcriptions in Appendix A for
further examples of this concept in practice.
Finally, the last difference between Steidl and Baks’ notational methods is the
inclusion of strummed or arpeggiated chords. While the lack of these notations in Bak’s
transcriptions do not mean they cannot be used, it is worth noting Steidl’s use of them. In
modern marimba notation, these are meant to portray that each chordal note is hit one at a
time in succession from bottom to top, or vice versa. Steidl’s use has a related meaning,
but many times is accompanied by only two notes which is not common for marimba
repertoire. In these instances, the arpeggiation marking is meant to show a disconnect
between notes and does not need to be played with any specific rhythm or time, which is
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a drastic difference from the Baroque performance practice of grace note appoggiaturas.
Reference Chapter Five for a more in-depth analysis of grace note performance practice.
Example 4.15 shows Steidl’s method of arpeggiation directly compared to his ossia
notation below.

Example 4.15 Chordal Ossia
Alternative in Suite in G Major:
Bourrée, m. 14

Take note that Steidl’s ossia notation includes the same pitches as his arpeggiated
note pairings within the top line. The difference of the ossia being that it is played in a
specified rhythm and using the top voice’s pitch first on the second beat, while the
arpeggiated version allows the performer more freedom of interpretation between the
rhythm of the bottom and top pitch. These same markings could also be used with chords
having more pitches, in which a marimba performer would still arpeggiate from bottom
to top.
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CHAPTER FIVE
PEDAGOGICAL POSSIBILITIES
As well as expanding on our repertoire, lute transcriptions offer new pedagogical
resources to the percussion community. Both the aspects of Baroque performance
practice and the unique writing style for lute hold the potential of furthering the current
four-mallet marimba technique and curriculum. This chapter covers multiple pedagogical
possibilities that can be utilized through the study of lute sourced transcription, as well as
giving an overview to related aspects of Baroque performance practice that are present
within lute transcriptions. Each technique is accompanied by relevant exercises ranging
in difficulty from introductory to advanced, with the goal of being able to teach these
techniques to players of all levels and ultimately train students to master these concepts
from the ground up.

5.1 BAROQUE PERFORMANCE PRACTICE OF LUTE TRANSCRIPTIONS
Baroque performance practice refers to the historical information that applies
when playing a Baroque era work. Music notation and the expectations of the performers
during this era were drastically different from what we are accustomed to in modern-day
music. While many percussionists may be familiar with Baroque performance practice
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through the current popularity of Bach, it is important to clarify in what ways these
practices can be applied to lute transcriptions.

DYNAMICS
Little direction, if any at all, is given in regards to dynamics within these Baroque
lute works. There is also a misconception that Baroque music only lends itself to terraced
dynamics, or long stretches of flat dynamics alternating between loud and soft.44 This
practice may be partly due to the Baroque organ and harpsichord, which were incapable
of changing dynamics gradually over time. Almost every other instrument, including both
lute and marimba, have more dynamic freedom which should be explored. These
dynamic choices can follow modern day practices of rise and fall, aligning with musical
emotion or phrasing. While this is not a concrete guide for applying dynamics, there is
one dynamic rule that we can apply when adapting Baroque lute works. Repeated
sections are commonplace, especially within lute suites, and lend themselves well to
dynamic contrast. For example, if one plays theme A at forte the first time, it may be wise
to contrast the repeat of that section with a softer dynamic the second time. In general,
dynamics are the choice of the performer and they should not take that freedom lightly.
Critical thinking will be needed when considering the multitude of options available,
balancing between making the music unique to each performer while still maintaining the
original intent and mood.
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ORNAMENTATION
Ornamentation can be both the easiest and most challenging way of adding in
personal flair to Baroque lute music. On the one hand, it can be as easy as adding a trill to
a note, but on the other hand, the added ornamentation can quickly turn into a distraction
away from the musical line or affect of the piece. Musical affect refers to the Baroque
theory that music can arouse emotion within the listener. This is similar to modern
musicians applying a certain mood to music. When adding ornamentation to Baroque lute
music, the most important point to consider is not changing the affect or mood of the
piece. For example, if the piece is slower it would be inappropriate for the performer to
add fast ornamentation. These would begin to change the overall mood conveyed by the
music, and because of this it is crucial that players experiment with these ornamentations
to effectively use them in the context of different musical affects. Due to the relative lack
of training that many young percussionists get in regards to Baroque performance
practice, the remainder of this section will cover basic analysis of Baroque ornamentation
with accompanying examples showcasing their performance on marimba.

APPOGGIATURA
The appoggiatura is similar to the modern day grace note in notation, but its
performance practice differs greatly. Modern day performance of this notation requires
the player to perform the grace note before the beat containing the main pitch. The
Baroque appoggiatura however, requires the grace note to be played on the beat while the
main note is sounded after. Example 5.1 shows the difference between a notated
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appoggiatura and how it should be performed. Take note that when performing an
appoggiatura with correct Baroque performance practice, the grace note will actually be
played on the beat.

Example 5.1 Notated Representation of
Appoggiatura Performance

While there are many differing rhythms used with the appoggiatura, it is not the
goal of this study to analyze every variation. For more in-depth explanations of these
techniques, refer to Donington and other resources cited in this chapter.

TRILLS
Trills are not exclusive to any era of music, but the Baroque performance practice
gives the player more freedom when it comes to the addition and technique of trills. In
general, any trill in these lute works should be performed as alternating between the
written pitch and the scalar pitch above, with emphasis being put on the additional higher
pitch by playing that pitch first. In Baroque music, the trill is an especially important
addition to cadential movement. The emphasis of the additional pitch within a trill,
usually a pitch that is not chordal, will heighten the harmonic tension, thereby adding a
greater sense of relief when finally resolving and completing the cadential motion.45 It is
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commonly accepted that no Baroque cadence is complete without a trill, however this
rule can be flexible when factoring in repeated section variance. For example, only
playing a trill on the repeat of a section may give it a more resolute ending before
continuing to another theme, especially if the second theme modulates into another key.
The actual technique of trill execution is also open to the player’s choice.
Variables such as the speed of the trill and time between initial attack and trill movement
become the choice of the performer. For fast and lively works, the trill speed should
accentuate this with fast movement between the two pitches. On the other hand, if the
work is slower the trill speed can be taken back so as to not distract from the music’s
original intent. Comparing trill speed to the skeleton of a snare drum roll is an effective
way to introduce this concept within percussion pedagogy, since there are many aspects
that are transferable between the two. While the skeleton of a snare drum roll dictates the
rhythm between hands, a trill skeleton refers to the breakdown of rhythm that happens
within the trill and can be played either between two mallets in the same hand or two
mallets of differing hands such as mallet 2 and 3. Examples 5.2 and 5.3 show how to
apply a trill skeleton using differing speeds, comparing the original notation to what
would be performed.

Example 5.2 Trill Skeleton, Variation 1

53

Example 5.3 Trill Skeleton, Variation 2

In addition to implementing basic trill skeleton into percussion pedagogy, we can
also utilize the Baroque performance practice of delaying the trill. This is done by
allowing space between the first attack of the trill and the subsequent back and forth of
pitch used normally within a trill. Example 5.4 shows that while we can still apply a
skeleton rhythm to this variation, it will have a longer rhythmic value given to the first
pitch. This technique can be utilized to further emphasize the initial tension of the
non-chordal tone, making the resolution even more rewarding.

Example 5.4 Trill Skeleton, Variation 3

Lastly, trill rhythm does not have to be constant. Comparing this to snare drum
again, it is customary to change the rhythm within a snare drum roll’s skeleton to give the
sustain more life. This is most often done at the end of the roll, creating an audible
growth of energy leading to the release. The same concept can be applied to trills,
changing the rhythmic structure at the end of the trill to create a greater sense of
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movement between musical ideas. Example 5.5 shows a basic notation of how this would
be accomplished in practice.

Example 5.5 Trill Skeleton, Variation 4

MORDENT
The mordent is similar in technical execution to the trill, having a quick
alternation between two pitches. Unlike the trill however, the mordent requires an
additional note being played below the written pitch. In addition, the mordent is a much
shorter ornamentation than the trill as it is not meant to be continued through the entire
length of a note. The goal of the mordent is to accentuate the beginning of the note, and
only requires a few alternations of the notes. Also contradicting the trill technique,
mordents begin on the written pitch. Example 5.6 shows the mordent as noted within lute
music along with two breakdowns of how to play them with differing length.

Example 5.6 Notated Representation of Mordent Performance
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REPEATS AND OMISSIONS
While repeats were used in Baroque music, their notation and practice was not
always similar to their modern day equivalent. The notation we use for repeats, two dots
at the end or beginning of a bar line, had a different meaning in Baroque compositions.
These were used to notate a separation of thematic sections in which it was customary to
repeat these sections. The meaning of these separation markings evolved over time into
the modern day repeat sign. In the dance suite specifically, these repeated sections would
accompany the dancers and it would be necessary for the musicians to know that they
should play these sections twice. This remained true even when taking the suite away
from the accompaniment role, as the repeated themes and symmetry of sections is
generally pleasing to the ear.46 Repeats can, however, rely on artistic choice. Hearing the
same material repeated the same exact way can become mundane for the audience. In
Baroque and modern performance practice, repeated material should be changed in some
way to further capture the listener. The two performance practices mainly differ in that
modern practice usually requires the performer to execute the musical material as a
verbatim repeat, with any changes usually being to dynamics or possibly tempos. These
Baroque lute suites are the perfect material for honing the Baroque practice of repeats.
With multiple repeated sections in every movement, the performer can practice critical
thinking to get the best result for their marimba adaptation. Changes can be subtle such as
changing the emphasis from one note to another within a chord, or they can be as obvious
as adding ornamentation where there was none before. As long as the repeated changes
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are tasteful within the work, the performer should feel free to express their own
musicality within this context.

TEMPO
Many lute works, especially those of Bach, are deemed as advanced by the
standard of modern marimba technique. These difficulties include the faster tempos
found within larger suites, as their speeds limit accessibility on marimba and can make
the amount of practice required not worth the minute of music gained. This should not
discourage players from working on them or playing the other movements of the suite.
Suites were many times written to have omissions. In fact, Donnington states: “To insist
on every movement from a lengthy suite or every variation of an interminable set is to
show a misplaced respect for the composer which would have seemed quite meaningless
under Baroque conditions.”47 Furthermore, many suites are just a collection of works
composed separately but written in the same key. These could have been combined into
the suite by the composer or posthumously through historians, as is the case with Losy’s
suites. In these instances, playing only two or three movements of a suite is more similar
to how they would be performed during the Baroque era.
Tempo choices in Baroque works have varied between players. The main reason
for this being that our current notation of ‘beats per minute’ was not available until the
metronome’s development in 1815.48 Prior to this, composers and performers relied on
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what many refer to as time-words. As Donington explains: “Time-words are notoriously
vague. They often relate strictly to mood, not to tempo…. Tempo is a function of mood,
rather than the other way about.”49 Because many of these time-words relate more to the
mood, or affect, of the piece rather than specific tempi, the tempi would change from one
performance to another. Beethoven himself was known to change his own written tempi,
believing that his notation was a mistake.50 The transcriptions done in this dissertation
have omitted any modern tempo markings in an attempt to stay true to the contradictory
nature of tempi between performances. Within this study’s context of Baroque lute
transcriptions, two factors can be analyzed to better determine modern tempo range
equivalency: the movement titles and the nature of sound production within the
performance space.
Many Baroque lute works, including the ones examined in this study, are
accompanied by a mixture of time-words and dance-titles. Similar to time-words,
dance-titles give performers a general idea of tempo range since dance steps can only be
executed at a certain pace. These still give performers a vague direction as dances
changed over time or location, and it became common practice for dance-titles to be
given to musical forms that were untethered to dance accompaniment.51 Fortunately
modern performers have the technological tools to research a number of performances,
and can determine the generally accepted tempo from which to base their own
performance. The following section will go over popular dance-titles seen in Baroque
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lute music, and attempt to give a tempo range appropriate for lute sourced marimba
transcriptions.
The allemande has had two differing tempi depending on the time of composition.
An early style of the allemande is faster than the allemande used by Bach and his
contemporaries, which put this dance at eighth note equals c. 100 bpm. Courante
translates to “running,” which refers to either the tempo or the musical material being
faster paced depending on whether the work is of Italian or French origin. For the lute
works being analyzed in this study, the Baroque composer Johann Joachim Quantz
dictates this tempo around quarter note equals 80 bpm. Moving forward it is important to
note that 80 bpm is used as the average human pulse, as Baroque music often used the
heartbeat as a reference to tempo.52 While using the heartbeat can be inconsistent in
practice, this number does hold historical relevance when conceptualizing these Baroque
tempo practices. The gavotte is a dance of French origin, and in its Baroque variance it is
portrayed as a 4/4 dance in moderate tempo, measured around 120 bpm for each quarter
note.53 Gigue, or jig, is a very lively dance, as Quantz explains: “If written in 6/8 time,
each bar as one (human) pulse.”54 Knowing that the human pulse is averaged at 80 bpm,
we can gauge that a gigue should be around 160 bpm per dotted quarter note in the 6/8
time signature. The sarabande is another dance-title that has both a fast and slow
variance. For Bach and his French contemporaries, a slower tempo is used to accentuate
the harmony and heaviness of the mood.55 Marimba players should play the lute
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sarabandes at quarter note equals 80 bpm or slower depending on speed of rhythms used.
Menuets, or minuets, are lively movements meant to make the dancers seem light and
quick. Quantz explains that two crotchets, or quarter notes, should fall within one
heartbeat, giving the modern day equivalent of a quarter note equalling 160 bpm. The
Bourrée is also played at 160 bpm and can be found either in cut time or in 2/4.
Passacaglia is often compared to the chaconne, and in many ways are interchangeable in
musical context. While many historians agree that the passacaglia and chaconne should
have differing tempos, they cannot agree on which should be faster.56 This allows the
performer some room to choose their tempo within the range of 160–180 bpm.
While these general tempi determined by time-words and dance-titles give
marimba performers a valuable reference for their playing, there is another factor that can
aid in deciding their performance tempo. In regards to the variables of tempo, Donington
states: “Some of these variables are physical. A room, hall or church with resonant
acoustics imposes a slower tempo than one with little echo.”57 This concept of acoustic
tempo, based on sound production within a performance space has become less popular in
modern times. Current pedagogy gives a heavy weight on accuracy and recreation,
meaning the student performer should follow written tempo to metronomic precision
during each performance. Percussionists will benefit greatly from the critical thinking
required to actively listen to their sound production at any given time and decide for
themselves how to best convey the music within these lute works and other transcriptions
they perform.
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A few general factors to analyze include marimba-specific sound production,
mallet choice, and personal performance style. Marimba instruments differ, sometimes
drastically, in their sound production between make, model, age, condition, bar size,
resonator shape, and bar material. All of these factors make it extremely challenging to
perform with any sense of consistency if the player is moving between different
instruments. An example of this would be playing on rosewood bars and then synthetic
bars. Even if the frame, resonators, and performance spaced remained the same, the
sound produced from this one change will be significant. The main difference being
length of decay after an initial attack, which will then give contrasting length of
connectivity between notes.
Mallet choice adds further complication, as this can also change the sound profile
being produced. While there is always an attack and decay from striking a marimba bar,
mallet choice can change the sound profile to get more articulate attacks or a more
mellow blossom of resonance in which the attack is hidden. Relating specifically to
Baroque lute music, an argument could be made for a wide range of mallet choices
depending on the affect one is portraying within a work. The performer should feel
confident with the option of switching mallets between movements of a larger work to
match the mood, as lutes are capable of similar sound differences between sharp and
mellow tone production by moving closer or further away from the bridge.58
These two factors, instrument-specific sound and mallet choice, rely heavily on
the personal sound and technique characteristics of each player. Like a fingerprint, each
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performer has their own playing style with nuanced differences, and they must think
critically about the sound they are getting on the instrument. Only when this has been
sufficiently analyzed can the performer make a truly educated decision on mallet choice
and tempo within their performance space. This is true for all works, but is especially
important within the pedagogy accompanying the Baroque lute transcriptions being
studied here.

5.2 SLUR ILLUSION
As stated in Chapter Two, lute transcriptions open up further study of slurs to the
marimba while still being able to convey the original intent of sound, unlike some of the
prolonged slurred musical lines that bowed and wind instruments can produce. While the
marimba’s technique of slurring is borrowed from pre-existing piano pedagogy, it is not
widely discussed as standard knowledge within current percussion teachings. This
technique, as previously discussed, involves playing a slurred line similar to that of a
miniature decrescendo. To better understand slur technique on marimba we will
conceptualize dynamics on a scale of 1–10, 1 being the softest dynamic of a line and 10
being the loudest.

Example 5.7 Consecutive Three Note Slur
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Using Example 5.7, we will give a general numerical value to each note’s
dynamic. These numbers can obviously be changed depending on the dynamic context
and tempo in an actual piece. For the sake of these examples, each starting note will be
given a numerical value of 10. After the initial pitch B is struck, the marimba bar follows
its natural envelope of sound and begins to decay. The attack of the next A must match
the B’s decay dynamic number as best as possible, which we will give the numerical
value of 8 in this example. The final G pitch will follow the same rules as A, coming in
with a value of 6. Figure 5.1 shows a visual representation of this concept with numerical
figures associated with each attack.

Figure 5.1 Consecutive Three Note
Slur Representation

After understanding this concept within a consecutive rhythmic structure, we can
begin to alter rhythmic variables and further understand how to match attacks to
subsequent decays. Example 5.8 uses the same three pitches, but changes the rhythm.
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Example 5.8 Delayed Three Note Slur

In Example 5.8, the first pitch has doubled in length, but the slur remains until the
last pitch G. Taking into account the natural envelope of sound produced by the marimba
bar, the decay will be at a new dynamic range compared to our previous figure. For
consistency, the same numerical system will be used again with the first B pitch
remaining at a level 10 dynamic level. Since the first rhythm is twice as long compared to
its counterpart in Example 5.7, we will double the amount of decay we had previously
given it. This means that A needs to attack with a dynamic of 6, followed by G at level 4.
Figure 5.2 shows us a visual representation of this delayed initial decay.

Figure 5.2 Delayed Three Note
Slur Representation

Given the difference between the two previous examples of decay entrance within
the slur, it is important to note that while this technique will prolong the musical line’s
decay envelope, the amount of notes capable of creating a slur illusion are limited.
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Eventually the dynamic level will reduce to the point that a decay entrance is impossible.
If this happens then the next pitch, regardless of how soon it enters after or at what
dynamic level it is played, will sound like a true re-articulation. Example 5.9 and Figure
5.3 show a re-articulation after decay has ended. Note that while the levels of dynamic
entrances are the same as Figure 5.1, the slur illusion does not work due to the prolonged
time in-between notes.

Example 5.9 Prolonged Three Note Slur

Figure 5.3 Prolonged Three Note
Slur Representation

This visual model shows how missing a decay entrance of A to G creates a peak
and valley instead of a more steady and seamless decline within the sound envelope. This
jump in volume creates an audible re-articulation of the G, breaking the illusion of slur. It
is important to note that the numerical values and models used are meant to only show a
concept of the decay effect. There are many unique factors that are involved in the sound
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envelope in any situation, including type of marimba, acoustics, mallet choice, and tempo
as discussed. That being said, students would greatly benefit from practicing this
technique in many differing contexts and gaining the ability to correctly judge their decay
entrances within their own performances.
Exercises 5.1 and 5.2 showcase simple ways to train the technique of creating a
slur illusion. These exercises should be played by each mallet separately to better prepare
for the actual lute works and continue within the same scalar motion throughout the range
of the marimba.

Exercise 5.1 Consecutive Three Note Slur: Scalar

Exercise 5.2 Consecutive Four Note Slur: Scalar

5.3 LEAPING BASS NOTES
In most of Losy and Bach’s works, especially their preludes and sarabandes, the
left hand plays larger intervals compared to the right. Some of these intervals are greater
than what is playable by a double vertical stroke, instead needing to be played as a
broken chord. This technique of playing chordal notes in quick succession combined with
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a large gap between bass and remaining notes is not commonly used in native percussion
writing. To add difficulty to this technique, it is imperative that no notes played have
added velocity due to travel motion. When traveling a large distance up or down the
marimba, the player must always analyze their velocity output. Fast motion side to side as
seen in a large interval gap has the potential to add velocity into the stroke which can
create unwanted difference in volume within a musical line. This is especially important
to consider in the context of a chord, as stressing the wrong note may hint at incorrect
tonal motion.

Example 5.10 Leaping
Bass Notes

Example 5.10 above shows context of when this technique could be implemented.
The first and second beats of the measure are both a G Major chord, however the
voicings of the bass notes are displaced by an octave. The first beat notates an interval of
a tenth between the bass clef G and B, which pushes the limits of what is capable for
most performers. Instead of playing this as a double vertical stroke in the left hand, it is
acceptable and true to lute performance practice to perform this as a rolling chord.
Regardless of sticking, the left hand will have to travel a considerable distance between
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the G of beat one and the next pitch played. This motion between notes is what invites
unwanted added velocity. Exercises 5.3–5.5 show a pedagogical approach to introducing
this technique and then further mastering it.

Exercise 5.3 Four Note Leaping Bass, Quarter Notes

Exercise 5.4 Four Note Leaping Bass, 16th Notes

Exercise 5.5 Four Note Leaping Bass, 16th Note Triplet

These first three exercises introduce the movement required for this technique in a
relatively simple context, using slower quarter note, faster sixteenth note, and finally
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sixteenth note triplet movement speeds. Each variation of these exercises presents
different movement distances between the first and second pitches. The first variation
travels from C3 to E3, the second from C4 to E4, and the third from C2 to E3. While the
first two are technically moving between the same interval, the actual distance travelled is
not the same due to marimba construction. Marimba bars taper in width from bottom to
top, and due to this design the actual distance of intervals change depending on which
octave is used. Lute music uses this leaping bass note in multiple octaves, making it
necessary for marimbists to practice this technique in each situation.
There are two possible choices for sticking these exercises, each being useful
within the context of lute compositions. The first sticking option is 1-2-3-4 moving from
leftmost to rightmost mallets, and the second is 1-3-2-4, alternating between left and right
hand mallets. While both options still require considerable travel distance between notes,
which one is chosen while performing will be based on personal preference, the specific
chord’s pitches, and the musical material being played before and after executing this
technique. Due to this, each exercise should be mastered using both sticking options in all
keys while working to avoid any accented notes due to added travel velocity.
After introducing the leaping bass note technique with Exercises 5.3–5.5, more
notes can be added to the rolling chord. The addition of more notes creates more chances
for added travel velocity and requires new sticking options. Exercises 5.6 and 5.7 have
six pitches, and there are a number of sticking options available to perform these. Option
one, 1-2-3-2-3-4, is the most idiomatic for the player and offers the least amount of
travel, as 1-2 and 3-4 at the bookends do not require arm travel to perform. Options two
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and three, 1-2-3-4-2-4 and 1-3-2-3-2-4/3 respectively, pose more side travel to the
performer. Note that option three has a choice for which mallet ends. Ideally mallet 4
should end this rolled chord, however if the player is using a graduated mallet set it
would be wise to use mallet 3 instead to ensure consistent sound production.

Exercise 5.6 Six Note Leaping Bass, 8th Notes

Exercise 5.7 Six Note Leaping Bass, Sextuplet

As with the first set of leaping bass exercises, full practice of how each exercise
works in every key using the three sticking options will create a better level of
preparedness for lute transcriptions and add more to the overall pedagogy of marimba
technique.
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5.4 ANCHORED INTERVAL CHANGE
Advanced interval techniques can also be seen in examples of alternating
independent strokes in which one mallet moves and one mallet remains stationary. This is
especially challenging to perform on marimba due to the extreme accuracy of movement
needed between the two mallets. Examples 5.11 and 5.12 show excerpts of Bach’s use of
anchored interval change.

Example 5.11 Anchored Interval Change
in Suite in C Minor: Prelude, m. 8

Example 5.12 Anchored Interval Change in
Suite in C Minor: Prelude, m. 7

Practicing this technique must begin at a basic level to assure players are
maintaining extreme accuracy with both mallets while changing intervals. Exercises 5.8
and 5.9 show an introduction to this anchored interval change. Each repeated exercise is
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accompanied by their right hand sticking. While most of these examples take place in the
treble clef, marimbists can train their left hands by using mallets 2 and 1.

Exercise 5.8 Beginner Anchored Interval Change Exercise #1

Exercise 5.9 Beginner Anchored Interval Change Exercise #2

Once the player is comfortable with the introduction of anchored interval change,
more complicated aspects can be introduced. Exercises 5.10 and 5.11 work on getting
players ready to utilize this technique in ways that are seen in the context of Baroque lute
works. The interval motion here is happening much faster than the previous exercises,
and there are three changes happening before each anchor pitch. For added difficulty and
ultimate mastery of lute works, optional slurs can be added as notated below. Referring to
the previous section on slurs, this means that a small dynamic change will happen within
the interval changes. This combination of two techniques is a valuable pedagogical tool
for teaching total control of the technique.
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Exercise 5.10 Anchored Interval Change with Slurs #1

Exercise 5.11 Anchored Interval Change with Slurs #2

5.5 COMBINED TECHNIQUE EXERCISES
This final section of Chapter 5 is dedicated to combining the previously
introduced techniques for further mastery. While it is invaluable to individually practice
the concepts found within Baroque lute music, they become increasingly more difficult to
perform in context with additional musical lines and techniques added. The following
exercises in this section re-introduce previously discussed techniques while adding
musical movement such as bass lines or pairing multiple lute transcription techniques
within the same exercise.
Exercises 5.12 and 5.13 include the anchored interval change with slur illusion
followed by an appoggiatura from G to F in the right hand while the left hand plays a
bass note accompaniment line. The second variation of this exercise changes the bass line
to contrary motion, creating a more independent separation of hands. This exercise is
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especially challenging due to the inclusion of the slur on the anchored interval change
technique. Referring back to that technique analysis, the slur illusion technique requires a
miniature decrescendo with each note falling under the decay of the previous note. This
requires both hand independence and dynamic independence between the right hand
mallets and right and left hands, all taking place within the same exercise.

Exercise 5.12 Combined Technique Training #1

Exercise 5.13 Combined Technique Training #2

Exercise 5.14 has two variations, the difference being the bass line interval
change. It may seem like a simple exercise at first, but the player must factor in all the
different ways to play these techniques and should exhaust all of these options in their
practice. Trills, as previously analyzed, have multiple execution styles. They can be
played at multiple speeds or even delayed. In addition, the first pitch played is not the one
notated, so this exercise also trains marimbists to realize that a Baroque trill contradicts
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the written pitch that they see. Beyond the trill, this exercise also includes chords which
can be played blocked or broken, each presenting their own difficulties. If played as
blocked chords, all notes must be struck at the same time which requires accurate motion
between the trill and C major chord. If broken the same motion is required while also
accurately playing the leaping bass note motion from the lowest to highest pitch. This
technique is much easier in the first variance, as the bass intervals are much smaller than
the second variation.

Exercise 5.14 Combined Technique Training #3

Exercises 5.15 and 5.16 utilize the basic slur illusion with the inclusion of faster
moving single independent bass notes. These two exercises are for training players to
perform the slur in one hand while maintaining static dynamics in the other. Breaking
these down further, if both hands start at a mf dynamic on beat 1, the right hand will reach
a mp or p dynamic on beat 2 while the left hand stays on mf. The most substantial
challenge in simultaneously performing these two dynamics is matching attack. Since the
right hand is a lower dynamic and playing with a lower mallet height, the attacks on beat
2 and 4 of each measure have the possibility of being struck at different times. To better
train for a simultaneous attack, the player should practice slowly at first in attempts to
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strike both pitches at the same time. Increasing tempo in small amounts will lead to
mastery of this technique.

Exercise 5.15 Combined Technique Training #4

Exercise 5.16 Combined Technique Training #5

Exercise 5.17 combines even more techniques, including mordents, anchored
interval changes, slurs, and leaping bass notes. This ultimate combination of techniques
prepares players for the full context of lute transcriptions. As with all exercises separately
introduced previously, players should work on all combinations of each technique. There
are many combinations of performance practice between mordent length and speed in
addition to the multiple ways to perform each chord.
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Exercise 5.17 Combined Technique Training #6

Exercise 5.17, and other exercises that include three or more of these techniques,
will be invaluable for training performers how to better execute any lute transcription
they choose to perform. At this stage of combined exercises, single techniques are better
refined as well as the necessary knowledge of moving between contrasting techniques; a
skill that would usually have to be learned only while working on a transcription. This
enhanced repertoire of exercises allows for better understanding and preparation prior to
studying a full piece, and will give players more opportunity to better the musical
material instead of worrying about training their technique and working on performances
simultaneously.
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CHAPTER SIX
CONCLUSIONS AND RECOMMENDATIONS FOR FURTHER STUDY
After analyzing lute as source material, it is easy to see the usefulness of
incorporating this into current percussion pedagogy and repertoire. Both the lute’s sound
production and the compositional material of works written for lute lend themselves
extremely well to marimba performance.
The few percussionists who have worked on lute transcriptions have had great
success in their endeavors. The recordings on both YouTube and the albums of marimba
performers show evidence of the success in adapting lute works to marimba. Hopefully
this research will open the door to more lute adaptations in the future, both continuing the
performances of J. S. Bach and introducing the works of unexplored lute composers like
Jan Antonin Losy.
While this research lays the groundwork for the incorporation of lute material, a
full analysis and conversion will take much more effort. Jan Antonin Losy’s
compositions have shown themselves to work well as marimba transcriptions. There are,
however, many other composers and works that could be analyzed for their adaptation
capabilities. In fact, the initial research of this dissertation had a list of over one hundred
different composers, all of whom wrote Baroque era lute music. While this study relied
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on honing in on Losy’s unexplored sources, the research used here could be applied to
other composers.
In addition, the pedagogical analysis done of Bach and Losy can be furthered by
analysis of other composers and by further combining the pedagogical possibilities listed
in Chapter 5 with the current pedagogy used in percussion today. Outside of using
exercises and technique breakdowns, it would be interesting to see what modern
composers could do with incorporating these pedagogical possibilities into new works.
Beyond using the lute, many of the same sound production comparisons used in
this research can be applied to guitar, harpsichord, and other plucked string instruments.
The most previous research, by far, has been on guitar repertoire when compared to all
other plucked instrument sources. However, more work can always be done by analyzing
the music of unused composers. Similar to how Bach holds a current monopoly in lute to
marimba transcription, Astor Piazzolla is currently the most popular composer when it
comes to guitar to marimba adaptations. Numerous other guitar composers could be
explored to find new source material and pedagogical possibilities.
When I began researching for this study, the main goal was to offer marimba
players an expanded list of transcription options. Adding to the repertoire list will help all
percussionists, but the aim was to specifically give more options for students in
academia. As I went through music school I began to see the same Bach transcriptions
performed by percussionists throughout different institutions. I personally believe that
this is not only limiting our knowledge as percussionists, but keeping us stagnant in
regards to pedagogy. The physical incorporation of these transcriptions cannot be
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completed by myself or through the conclusion of this dissertation. It relies on teachers
and players taking steps to break the limitations that are currently in place. Those
teaching in academia may have guidelines stating that they must teach J. S. Bach. Instead
of relying on the Cello Suites, I urge you to explore his works for lute. While many of
these are accompanied by an increase in skill level needed to perform them, sarabande
movements, for example, are still highly accessible to most intermediate-level players.
For those that do not have the constraints of Bach, but still need to have era-specific
music in their curriculum, the music of Losy and other lute composers can be better
examples of how concepts such as Baroque performance practice can be successfully
played on marimba without high level technical restraints.
Concluding this study, I would like to extend my thanks to all involved in
previous research and recordings of lute to marimba transcriptions. In addition, the
transcriptions of Jan Antonin Losy would have been impossible without the work already
done by numerous Czech lute historians. Finally, thank you to all percussionists who
realize this research by playing lute source material and furthering the work done in this
dissertation.
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APPENDIX A: JAN ANTONIN LOSY TRANSCRIPTIONS
The following examples of Jan Antonin Losy’s Suite in C Major and Suite in G
Major, have been re-notated to match the octave displacement and style of marimba
literature. Unless necessary for playability, all tempo notations and stickings have been
omitted to more closely adhere to Baroque notation practices and to keep the score clear
from extraneous dictation. Both of these works have been adapted from the guitar
transcriptions of Piotyr Bak and Pavel Steidl respectively, which uses modern notation,
includes fingerings, and are written on a single treble clef staff.
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APPENDIX B: RECITAL PROGRAMS
Cory James High, percussion
in
CANDIDACY RECITAL
Monday, March 21, 2016
6:00 p.m.
Recital Hall
Estudios de Frontera
Alejandro Viñao
I. Homenaje a Nancarrow
(b. 1951)
Bailey Seabury, Alissa Castro, Kelly Grill, Shane Velsor, percussion

Rebons b

Iannis Xenakis
(1922-2001)

Rhapsody for Marimba: Night Rhapsody

John Serry
(b. 1954)

Stop Speaking

Andy Akiho
(b. 1979)

Home Trilogy
Michael Burritt
II. White Pines
(b. 1964)
Bailey Seabury, Alissa Castro, Shane Velsor, Joseph Spearman, percussion

Mr High is a student of Dr. Scott Herring. This recital is presented in partial
fulfillment of the requirements for the Doctor of Musical Arts degree in Performance.
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Cory J. High, percussion
in
DOCTORAL RECITAL
Saturday, February 25th, 2017
7:30 PM – Recital Hall

Vertical River

Blake Tyson
(b. 1969)
Alissa Castro, Bailey Seabury, percussion

Forever In Blue

Andy Harnsberger
(b. 1967)
Mid-Carolina High School Chamber Choir, directed by Sarah Bridges
Chase Banks, Alissa Castro, Bailey Seabury, percussion

Hair, Cloth, Thread
I. Mom’s Wisdom
II. Adrienne’s Roots, Jamilah Williams
III. Black Hair Flag
Emily Stumpf, flute

Valerie Coleman
(b. 1970)

Kyoto

John Psathas
(b. 1966)
Chase Banks, Alissa Castro, Bailey Seabury, Caitlin Jones, percussion

Okho

Iannis Xenakis
(1922-2001)
Chase Banks, Bailey Seabury, djembe

Sahasrara

Kyle Brown
(b. 1995)
Daniel Gazella, percussion – Sarah Bridges, flute
Shelby Ledbetter, clarinet – Troy Herman, horn

Mr. High is a student of Dr. Scott Herring. This recital is given in partial
fulfillment of the requirements for the Doctor of Musical Arts degree in performance.
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Cory J. High, percussion
in
DOCTORAL RECITAL
Wednesday, December 6th, 2017
6:00 p.m.
School of Music Recital Hall

Rhythmic Caprice

Leigh Howard Stevens
(b. 1953)

Piru Bole

John Bergamo
(1940-2013)
Dr. Scott Herring - percussion

March

Elliot Carter
(1908-2012)

Sculpture 3

Rudiger Pawassar
(b. 1964)
Bailey Seabury, Jarrell Holliman - percussion

Lute Suite in C minor
Prelude
Sarabande

J. S. Bach
(1685-1750)

Din

Andy Harnsberger
(b. 1967)
Bailey Seabury, Jarrell Holliman - percussion

Mr. High is a student of Dr. Scott Herring. This recital is given in partial
fulfillment of the requirements for the Doctor of Musical Arts degree in performance.
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